Negus argues that cultural explanations are not enough to understand the cultural force that is (in particular) rap music, because besides being an aesthetic practice and cultural form, rap is also a "self-conscious business activity" (Negus 1999: 489) . In support of this Negus highlights how rap magazines not only talk about the music and culture, but also feature articles about management and career planning. This aspect of production is significant in Aotearoa where dedicated Pacific and Māori labels and music distributors: a) participate in community and political events, b) highlight Pacific and Māori ethnicity in their mission statements and promotion material, c) build a catalogue of artists based on ethnicity, and d) maintain community connections as a business. Many of the label names themselves immediately call attention to their ethnicity/identity focus.
Ironically, while popular music is primarily circulated via the mainstream media and capitalist production, many music connoisseurs maintain an aesthetic that 'good' popular music is produced in opposition to mainstream values and systems. Corporate control of pop musics is believed to produce a homogenous mainstream aesthetic, devoid of oppositional politics. According to Hesmondhalgh, Indie culture (and we would argue any so-called 'underground' pop music cultures like punk and hip hop) see aesthetics (that is the actual quality and sound of the music produced) as an "inevitable outcome of certain institutional and political positions" (Hesmondhalgh 1999: 36) . This translates into dominant control by major record corporations limiting creative and political freedom, creating an 'inferior' music product. Maintaining institutional separation from major labels is believed by supporters and fans of independent labels to ensure aesthetic diversity and authenticity. 'Indie' music enthusiasts insist that institutional arrangements have traceable aesthetic outcomes (i.e. 'mainstream music is awful', 'independent music is real music'). This may or may not be the case musicologically but the emergence of ethnically driven record labels is believed by those who initiate and participate in these Pacific branded companies to produce a diverse, community related, culturally oppositional music product. While many of the labels we examined here may have formed because of lack of attention or interest in their product from major labels, these companies' distance from the larger capitalist 'machine' is then read by themselves and the music fan community as likely to generate a more 'authentic' and community connected product, a more 'honest' reflection of the stories and feelings of Pacific and Maori young people. Signing with a 'major' record label would supposedly limit the creative freedom of an artist as their goal is solely to generate radio play and commercial success, whereas these ethnic oriented local labels often define their motive as to develop Pacific and Māori young talent. This reiterates the notion of Negus's "self-conscious business activity" but a consciousness which is less 'self', and more 'community'. This paper explores a number of Pacific oriented music labels and distribution houses in New Zealand showing how they reinforce notions of aesthetic diversity, political independence and democracy commonly assumed to be present in the formation and product of independent music labels. However in this case, there is also an added cultural component, showing how identity formations and strategies operate at all levels of music creation. Culture and identity can be read not just in the end aesthetic product, but notions of an urban Pacific contemporary identity shape the very instigation, motivation, and production of the music.
These companies may have formed in response to neglect by corporate powers, but this 'independence' has now fostered the utilization of ethnic-based production, creation and marketing strategies. This phenomenon not only caters to a particular audience, but has developed a specific strain of talent and music, which ultimately reaches a mainstream audience, all the while maintaining a cohesive branded ethnic identity.
Background
We examined a number of Pacific branded music companies: 
Independent labels
The production of popular music is characterized by a particular economic approach comprised of the interaction between a very small number of so-called major record labels (and their many subsidiaries, some with different company names) and thousands of much smaller labels (often known as 'independent'), many of these localized. The global industry has seen recent mergers which have resulted in just three major global record companies. Independent labels and the so-called 'majors' have been in a symbiotic relationship over the last four decades, interacting to produce what we call the body of popular music. Negus (1999) warns that this situation is too complex to be collapsed into a simple economic model of corporate control and he shows how major record companies purposely have rap and other sub-genre produced by linked independent companies and production units.
The smaller labels are autonomous and separate, usually asserting a distinctive aesthetic, politics or local creativity. But this relationship is also used to veil the monopoly of the major labels, especially for genre of pop music which are seen as being outside corporate control (e.g. alternative or punk). Banks (1998) shows how almost all the affiliations and linked business related to music distribution (like radio and MTV) merely reinforce the significant power imbalance between major and independent labels. While most artists would like to have their music heard widely and to make a good living from their music, it is generally known that musicians are not treated equitably by the music industry. Many artists barely break even, even those with seemingly successful sales (McLeod 2005) .
The term 'mainstream' is problematic, as it can indicate success in the music business with critical and chart success, but can also be used to denigrate music deemed to be 'inauthentic' because it is 'manufactured' (i.e. by a company, rather than an 'artist'). Bennet (1999) and Thornton (1995) state that, despite its widespread use, the term 'mainstream' is impossible to quantify. The term is even more complex when applied to rap music which is 'mainstream' in its commercial success, had and has 'underground' or street based roots, and is still often marginalized in terms of race and power (Negus 1999) .
Independent labels maintaining business links with the major labels is seen by many musicians and record store owners as a "means of reconciling the commercial nature of pop with the goal of artistic autonomy for musicians" (Hesmondhalgh 1999: 35) . In the case of New Zealand, having specific Pacific and Māori dedicated independent record labels not only guarantees some musical diversity in the musi-cultural milieu, but also cultural diversity in the actual ethnicity of the artists. This major/independent production/ distribution relationship has as yet not been the case with these Pacific labels, as most The bigger record companies have in some cases been supportive of local artists and marginalized musical sub-genre (e.g. hip hop artists Che Fu and King Kapisi), yet for the most part the major labels' offices in New Zealand exist to promote overseas acts, especially from the U.S. and Britian.
In relation to independent record labels, there are significant discourses around the concepts of racism, democracy, politics, authenticity, and identity which we applied to the Pacific music labels considered here. Despite marginalization, independent labels can offer authenticity to a music and often "assume[s] an ideological orientation against what are perceived as the exploitative practices of major record labels and big business more generally" (Harrison 2006: 290) . Basu and Werbner (2001) assert that in the United States there has been a continued racism from the dominant music corporations which we argue has been paralleled in New Zealand. Hip hop in particular was only genuinely recognised as New Zealand music in the last few years. Borrowed forms such as rock and pop were given classic status as New Zealand music (in particular Split Enz and the 'so-called 'Dunedin Sound' of the 1980's) but hip hop artists usually had to defend their choice of copying an American music. This suggests a racism not only in the music industry but also the music and general media. Using Bourdieu's notion of cultural capital, Basu and Werbner (2001) claim that racism has not only forced many groups to struggle to find their own ways into the economy, but their marginalization has given them something 'different' to sell: (Basu and Werbner 2001: 241) The music industry may, in many ways, try to snub rap music and other non-white musics but at the same time they desire the appropriation and commodification of these genre (Basu and Werbner 2001) The rest were primarily rock, pop and alternative rock.
Racism
Major labels' delay in recognizing the saleability and authenticity of hip hop and rap music in New Zealand could be attributed to a racially derived Eurocentrism widespread in the local music industry. This lack of faith arguably necessitated and fostered the development of specifically Pacific, or ethnicity based, record labels to develop hip hop which was popular for Pacific and Maori youth. This negligence arguably has prompted a greater musical diversity, local ownership, and ethnic assertiveness. 
Democracy
The democratic reality of having independent music labels has allowed marginalized people to have a greater part in the music industry than the monopoly of the big three labels would otherwise allow. Hesmondhalgh (1999) showed that part of the punk ethic was the democratization of the music industry, meaning basically, more people were involved.
Basu and Werbner assert that the commodification of black culture placed substantial subcultural capital in the hands of young black men and women:
Hip hop culture, and more particularly rap music, has generated economic opportunities for those with cultural capital beyond the few highly publicized success stories. (Basu and Werbner 2001: 247) . 'arbiter of cool', who has the 'pulse of the streets'. Negus (1999) would find this typical and ironic, as he found that 'the street' was constructed similar to this in the U. S. where rap is negotiated in the 'suite' (in the executive suite of a large corporation') but has to look as if it has come from 'the street'. Brotha D defies this by actually keeping his business located in his lower socio-economic home suburb in South Auckland (the 'street') and maintaining obvious connections with his surrounding community and ethnic networks, rather than moving his company to a higher end respected business district, more distanced from the Pacific community (i.e. the 'suite').
The 'democracy of independents' has seen the rise of hundreds of small record labels in New Zealand, many dedicated to a particular region, city or music genre (e.g. dub, house, punk etc). This democratic 'space' has engendered a number of ethnic centered music labels. While Hesmondhalgh asserted that independent labels allowed for more 'people' being involved in music making, the New Zealand situation shows that independent labels can result in more 'kinds' of peoples involved, i. 
From a dream to reality, artists Nesian Mystik created a positive platform for artists to produce innovative music, and deliver it to the world. (www.archdynasty.com )
So rather than helping new artists to sign to a major label, or even the label they themselves are signed to, Nesian Mystik insist that having their own company can offer 'innovative music' and they can create a specialized 'sound'. Bell (1998) argues that inferiority and isolation (he was talking about a geographical isolation, in the case of Grunge music) can translate into artistic freedom. So, in our case, being excluded from major labels has liberated Pacific artists and in particular hip hop music, from corporate mediation (and possible standardization). This distance from the corporate system can also give a music, an artist or a record label the aura of 'authenticity' which for some pop musics (in particular hip hop) is crucial to the aesthetic.
Authenticity

It is understandable that musicians and record companies should want their music
to matter, to be consumed and battled over on the largest stages (Hesmondhalgh 1999: 53) .
The recurring invocation of authenticity is not isolated to hip hop culture. They also take place in other cultures that, like hip hop, are threatened with assimilation by a larger, mainstream culture (McLeod 1999:134).
There is always a necessary compromise for independent labels, and particularly pop musics which derive their authenticity from their distance from the 'mainstream' music industry, to rely sometimes on major labels. While 'independent' and/or marginalized musics and styles are predicated on their distance from the 'taint' of capitalism, usually the ultimate goal of a music (especially if the music is attached to an overt politics) is to get one's art/ music 'out there' and their message 'known', and to become famous music stars. Of course independent musics and companies do have sales as a goal (they need to 'make ends meet'), but there is a notion that there are other factors equally as important such as politics, or a distinctive authenticity derived from 'the streets', or 'marginalization' or 'anti-capitalism'.
Pacific pop music labels advocate music and culture as priorities, with sales less imperative (but most likely still a very welcome outcome). The marketing of rap and other African American musics has seen the converting of the salience of 'blackness' into capital. This may be said to be similar to the selling of 'Pacific- Others investigating popular music and independent labels assert that sometimes even the crudeness of technology available to independent labels can become an aesthetic in itself (Harrison 2006) . The ultimate authenticity derives, however, mostly from the ability for those distanced from the 'mainstream' and/or major labels to critique the capitalist system itself; 'independence' offers a space for oppositional politics.
Politics
Oppositional politics are often a key feature and motivation of independent music labels.
Independent labels are possibly more free to produce music with more oppositional politics (i.e. anti-capitalist or anti-mainstream sentiments) as these messages may be more likely to be suppressed by corporate major labels, as has happened, for example, with punk (Hesmondhalgh 1999) . However, Hesmondhalgh (1999) warns that just because a record label is independent this does not mean that its product has radical politics.
Is a record label that is set up to specifically promote and sell to a particular ethnicity inherently politically oppositional? Is it, regardless of product, automatically asserting political difference? It has been argued that hip hop and any 'black' music is always political, regardless of textual subject matter (Rose 1994 ). This could also apply to any Pacific or Māori music in New Zealand which is subjected to a range of institutional and media practices that suppress their arts. Basu and Werbner (2001: 247) say black musics have an inherent 'politics of style' as there is no simple way of defining where the political in music begins. We argue that these Pacific companies, regardless of the textual subject matter of any of their product, also offer political statements about identity, ethnicity and style. Even names like The Immigrantz or Savage hearken to a racist colonial past. These companies have chosen to, or had to, bypass the mainstream music industry. While they are operating in a pattern with great precedent (independent music labels), independent Pacific oriented music labels offer something unique to the market, maintain aesthetic control, and reap their own profits. Their existence and consciousness inserts a missing cultural, racial and musical dimension into the mainstream music industry and social milieu.
Pacific and Māori rap artists have used hip hop to offer oppositional racial and political messages through their lyrics. Rappers like Che Fu, King Kapisi, Dean Hapeta, Nesian Mystik, Footsouljahs, and Feelstyle have all critiqued colonization and white racism in their texts. Ironically, Che Fu is now on the major label SonyBMG, and King Kapisi is on Festival/ Mushroom, a subsidiary of Warner Music Australia. This highlights the fact that hip hop music, whether on major or independent labels, has been able to offer oppositional critiques, supporting Boyd's (1995) assertion in relation to rap music that:
The commodifying impulses of the music industry have opened a space for selling cultural products, which in their very construction undermine the structure distributing them (297).
Hip Hop
The Pacific record companies we came across all deal with rap music in some way. Rap music and culture can be linked with race, ethnicity and identity issues, and, while incredibly successful commercially, are still marginalised in many ways. Rap is inherently political. That's that crack music nigga That real black music nigga That's that crack music, crack music That real black music, black music Our father, give us this day, our daily bread Before the feds give us these days and take our daily bread See I done did all this ol' bullshit And to atone, I throw a lil' somethin somethin on the pulpit We took that shit, measured it and then cooked that shit And what we gave back, was crack, music And now we ooze it, through they nooks and crannies So our mommas ain't got to be they, cooks and nannies And we gon' repo everything they ever took from granny The explosion of hip hop as an irrepressible market force has seen huge esteem and commercial success for many African Americans. Rap culture provides economic incentives and artistic goals which for some may open escape routes from the deprivation of the inner cities (Basu and Werbner 2001: 256) Having dedicated rap labels in the U.S. has facilitated the ability of young black artist and entrepreneurs to have greater control of their intellectual property (Basu and Werbner 2001: 249) , and the development of Pacific record companies in New Zealand has had the same outcome. Rap's feature of personal stories and auto-biographical narratives has seen the marketing of Pacific rap artists not just as selling a music and emerging potentially from poverty, but also as projecting a 'style of self' into the world (Dyson on U. S. hip hop culture, 1993:15) contesting 'the powers of despair and economic depression'. Dyson (1993: 15) argues that rap music (in the U. S.) "generates forms of cultural resistance and transforms the ugly terrain of the ghetto existence into a searing portrait of life as it must be lived by millions of voiceless people". By cultivating and releasing hip hop music, then, these Pacific music labels are telling important stories that would normally go unheard.
Besides hip hop, these record labels also produce various forms of reggae, r 'n' b, and gospel. These genre are also grounded in African American cultures, religion and history. So while it may look like mere mimicry of American pop musics, these genre choices on ethnic labels signal racial, political and social alliances and synchronies. These music styles, like hip hop, are also less accepted by the mainstream (white rock dominated) New Zealand music community. Like hip hop, these musics have been subject to racist structures and bias necessitating the development of independent labels to express these music preferences and connections. Within the rap industry an entrepreneurial elite has achieved outstanding success.
But this elite, we demonstrate, has risen from the ranks of micro-enterprises, building
on the networks and expertise that these have generated collectively. (Basu and Werbner 2001: 239) The emergent culture of entrepreneurship is embedded in locally forged networks of kin as well as cultural know-how, but expands to more mainstream connections within the cultural industries a large kinship, neighbourhood, ethnic and friendship ties gain access, information and contacts through these ties. (Basu and Werbner 2001: 253) This is particularly evident in New Zealand with Pacific and Māori focused record 
Conclusions
Authenticity claims and their contestations are a part of a highly charged dialogic conversation that struggles to renegotiate what it means to be a participant in a culture
threatened with assimilation (McLeod 1999: 147) Popular music, perhaps more than many other media, has been particularly receptive to social and ethnic diversity (Lipschitz 1999) . This is evidenced in New Zealand through the range of Pacific and Māori artists in the mainstream charts and on radio. The term 'Pacifications', used in the title of an independent Pacific distributor's Pacific pop music compilation, refers to a Pacific aesthetic -a style; a behavior; a set of themes and semiotic strategies -developed by Pacific and Māori music artists who localize pop music styles to express unique Pacific explorations. This aesthetic has been supported in the New Zealand music industry primarily by a number of dedicated ethnicity-centered independent music labels.
In a study of music in Los Angeles and Miami, Lipschitz (1999) found that: and 'identity' are essential to the production point of music creation. 'Pacific identity' is then used by these companies as a tool to promote the music, artists and companies.
This consequently helps to source a Pacific audience (especially via Pacific media like radio, print and community events) and markets a potentially saleable contemporary Pacific identity to the wider New Zealand public.
Hip hop and r 'n' b musics form a part of a distinctive Pacific pop identity in New Zealand, and artists such as Adeaze, Savage, Jamoa Jam and Peta are cultivated and distributed by Pacific independent record labels. These companies offer a democratic alternative, allowing marginalized cultures, ethnicities and music sub-genre to flourish both inside and outside the mainstream.
While it is important to consider the complex notions of Pacific identity via contemporary Pacific music artists and lyrics, this study has shown that negotiation of ethnic identity also operates at the level of music production and economy. While a monopolistic music industry may produce homogenization, independent labels may act to ensure that the industry is 
